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122 some 28 years apart, tell of youthful disaffection and alienation from government 123 policies of the day; respectively, the US invasion of Iraq, and a sharp increase in 124 youth unemployment and industrial unrest in Britain.
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While it cannot be claimed the world is always enlightened or transformed by the 126 writing and performing of songs, there are many examples of music as a medium 127 which has given a voice to the dispossessed and has articulated the injustices arising 128 from various incidences and forms of discrimination. The suffering inflicted by 129 poverty and war, for example, has been the subject of iconic melodies such as Phil 130 Collins' 1989 Another Day in Paradise and John Lennon's 1971 Imagine, which 131 also addresses religion, nationalism and materialism. These and other creative 132 expressions have heralded important cultural shifts among large sections of society. 133 Nevertheless the visual, acoustic and verbal arts are too often neglected by legal 134 semioticians. Accordingly this article seeks to redress this oversight by implicating 135 music within a series of complex, communicative and influential networks of 136 meaning. The utility of music is explored in relation to the articulation of justice and 137 injustice at a more elemental human level, in addition to its rather more invidious 138 use in manipulating patriotic sentiments of exclusivity and separation amongst 139 individuals and communities already beleaguered by profound feelings of 140 disenchantment.
2 Musical Expressivism and the Construction of Subjective Identity:
142 Sexual Identity and Gender Equality 143 Music, past and present, as composition, improvisation and performance, exerts a 144 profound influence on the human psyche, will and emotions; leading Plato to 145 describe it as 'a more potent instrument than any other, because rhythm and 146 harmony find their way into the secret places of the soul' [29, p. 88]. As a form of 147 aesthetic resistance, the hyper-connotative capacity of music means it is also an 148 important vehicle for self-assertion and creative protest against personal political 149 oppression. Music is able to utilise a diverse variety of signifiers, inside and 150 alongside the song lyrics and melody, which signify for example gender and sexual 151 orientation. Even though, in modern society people are keen to see themselves 152 represented and celebrated as strong-willed complex individuals with distinctive 153 personalities, sexuality remains one of the most often contested areas of human 154 experience. This is because it is, at the same time, a personal matter and subject to 155 moral and sometimes legal constraints by the social order. One of the functions of 156 social discursive practices, such as law and religion along with art and aesthetics, is 157 to moderate this chasm and attempt to reinterpret the exigencies of the physical into 158 cultural terms. Yet the possibility of reimagining the self is particularly apt in the 159 case of music as it precedes and transcends other more traditional interpretive 160 frameworks, and is consequently a formidable expressive device for addressing the 161 politics of disempowerment and discrimination.
162
Through music the individual is able to both creatively affirm their own life in the 163 face of repression and make a compelling statement to, and against, the 164 organisations and structures that subjugate them. For Theodore Adorno, with Music contains this transformative possibility because it idealises not only the 217 individual but the wider social world they inhabit. It has the ability to influence the 218 construction of self-identity by creating and maintaining a mixture of particular 219 feelings (with varying degrees of conscious awareness) which affect the way in 220 which social actors produce themselves. As socio-musicologist, Simon Frith 221 explains, 'music constructs our sense of identity through the direct experiences it 222 offers to the body, time and sociability; experiences which enable us to place 223 ourselves in imaginative cultural narratives' [16, p. 124]. Consequently, music not 224 only reflects and articulates social identities but plays a formative role in the 225 construction, negotiation and transformation of sociocultural identities.
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In the late twentieth century, for example, modern racial, gender and sexual 227 identity politics were revolutionised by the creative output of popular music artists 228 such as David Bowie, Prince, Lou Reed ('Walk on the Wild Side'), George Michael, 229 Grace Jones, Boy George, Bronski Beat and Madonna, who famously declared she 230 was a 'gay man trapped in a woman's body'. Twenty-first century artists such as 231 Lady Gaga, the Scissor Sisters and Fischerspooner similarly rely on both lyrical 232 signifiers and the creative application of camp, irony and parody in their distinctive 233 musical performances to celebrate difference and displace a wide variety of norms. 234 Although they all advocate aesthetic, social and cultural freedom, rebellion and 235 taboo-breaking in their respective musical repertoires, it is suggested that the 236 musical symbolisation of Bowie, in particular, helped to bring about long overdue 237 legislative reform by making the expression of elective identities and alternative 238 lifestyles acceptable. This is because, not least of all and 'in contrast to the certainty 239 of law, he offers undecidability, ambiguity, hybridity, impurity [and] 
The pace of transformation was slow however, due to the cultural (as well as 242 intellectual and political) climate of pre-Bowie Britain being beset by a series of 243 obstacles and setbacks to the progression of gay rights. Following publication of the 244 1957 'Wolfenden Report of the Committee on Homosexual Offences and 245 Prostitution', which recommended the decriminalisation of homosexuality between 246 consenting adults in private, a now famous debate took place between H.L.A. Hart 247 (an Oxford don, who espoused the view that it was not the proper role of criminal 248 law to dissolve the idea of selfhood by the enforcement of a particular set of morals) 249 and (English judge) Lord Devlin. Devlin rejected the idea of a sphere of private 250 morality insisting that society is based upon shared political and moral values, 251 which means there is a concomitant obligation to make laws which protect and 252 defend that morality. In the belief that 'immorality' inevitably leads to social decay 253 he famously likened private acts of sodomy to treason, warning that both have a 254 tendency to undermine society. Hart compared this rather odd analogy to Emperor 255 Justinian's claim that homosexuality causes earthquakes. It was only when the first Journal : Small-ext 11196
Dispatch : 6-11-2017 Pages : 24 His music explored 272 the persona or the construction of subjectivity and celebrated the marginal, for 273 example in his musical endorsement of the radical Other, up to and including space 274 aliens. Credited as the forerunner of today's art-pop transgressions, he was not only 275 regularly photographed wearing skin-tight, glittery jumpsuits, bouffant hair, big red 276 plastic boots and make-up but on many occasions wore a dress, or what he referred 277 to as a 'man's dress'. Although at the time of his momentous revelation, Bowie was 278 newly married (to a woman, his first wife Angie), he introduced the idea of 279 bisexuality and alternative sexualities to a new generation, in both his music and in 280 his own inimitable sartorial style of cross-dressing. Moreover, it was only after 281 Bowie's bold declaration that other prominent popular musicians also 'came out'. 282 Although some critics claimed this idiosyncratic flamboyant representation 283 encouraged negative stereotyping in constructing the queer subject, his outsider 284 stance on sexuality (which defined his earlier albums) heralded a new openness 285 which challenged people's preconceptions about how gender was represented. 286
Exploring and experimenting with the idea of gender parity and neutrality in 287 more recent times, the late androgynous pop and R&B luminary Prince Roger 288 Nelson is famed for expressing sexual ambiguity and female sexuality in his music; 289 and, like his predecessor David Bowie, is often credited with being a pioneer of 290 gender-bending and gender-blending. Prince's mannerisms and appearance also 291 challenged prevailing ideas of hegemonic masculinity (in particular the Black 292 masculinity of his contemporaries such as Michael Jackson, Lionel Richie and 293 Luther Vandross) which were then commonplace within American society. 294 Transcending musical boundaries and transgressing cultural taboos and conven-295 tional categories of sexual identity, Prince sought to lead the way to transformative 296 self-liberation and total emancipation from the prevailing divisive and constricting 297 laws on sexuality. Making a stand against sexism and sexual homogenisation, and 298 promoting an innovative and more flexible standard of equality, in a 1984 single, I 299 Would Die 4 U, written for his band 'Prince and the Revolution', he sang 'I'm not a 300 woman. I'm not a man. I am something that you'll never understand'. Similarly, the 301 lyrics of many of Prince's songs express an avant-garde gender fluidity some years 
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302 before the gay and lesbian communities adopted a more nuanced and less binary 303 notion of queerness, and decades before transgender and genderqueer politics 304 became mainstream areas of interest. Instruments which signify a more feminine 305 musical 'voice' feature in many of his compositions in the form of low clarinets, 306 strings and synth strings, such as on the track \Nothing Compares 2 U. Music's 307 perceived cultural power to nullify masculinity and evoke a wider range of emotions 308 attests to its important cultural role, just as Prince's characteristically rebellious 309 polymorphic anti-normativity continues to provide a spirited rebuke of an 310 increasingly corporatised, privatised, rule-bound, commodified and divided world. 311 Although legal texts seek to exemplify and entrench the ideal of 'civilised' 312 humanity by proclaiming a commitment to respect for difference and tolerance of 313 diversity, lurking just beneath the surface is an underlying dynamic of self-314 justification and homogenisation. Decision-making power elites decide what counts 315 as normal in society and use their own identity as the benchmark. The 316 inevitable corollary of this is that other identities are often considered to be 317 deviant, abnormal or alien. In the case of sexual and gender identities, more often 318 than not, difference constitutes a threat to the precepts determined and controlled by 319 society and so test the limits of tolerance. However, the kind of toleration pursued is 320 not simply that which allows minorities the freedom to express themselves as they 321 wish, rather it must 'accord recognition to minorities so that they cease to suffer 322 humiliating assaults upon their self-respect and self-esteem and are enabled to 323 function as full members of the society to which they belong' [20, p. 127]. In their 324 transgressive performativity, radical musical artists have always sought to challenge 325 officialdom and patriarchal law by expanding the possible range of human 326 expressiveness beyond what is accepted as the norm by society. However, it might 327 be argued that (beyond theatrical performance and novel entertainment) what is 328 sought and desired is the recognition of sameness or equivalence rather than 329 difference.
3 Musical Persuasion and Influence in the Construction of Collective
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Identity 332 Music is able to generate a common language which has the capacity to create a 333 community of people that sings, speaks, reasons, votes and even feels the same way. 334 Famous for writing fairy tales, Danish author, Hans Christian Andersen explained 335 'where words fail, music speaks'. The prescriptive nature of words means they are 336 less open to a personal interpretation yet easier to misunderstand and, unlike music, 337 it is necessary to first think about the words in order to fully appreciate them. By 338 contrast, the non-representational quality of music means it is immediately 339 relatable, always open to a variety of meanings and able to pursue, by allusion or 340 intuition, that which is not readily accessible to the senses. Although words and 341 music can enrich each other, music is a medium that seeks to communicate not only 342 something of the composer's or the artist's thoughts and feelings but equally can 343 reflect the personality of the listener; in this way confirming their self-identity or 344 identification with a particular group or object. Music is, therefore, the interpellator . By using the body to create a path to the mind, music can implicitly 368 signify emotional states by representing the events or activities with which those 369 emotions are associated (interpretative) or arouse a particular feeling in certain 370 listeners which reveals to them something about the, more abstract and pre-personal, 371 affect in question (affective). He further claims that a passage of music is not only 372 capable of a similar semantic range as language and shares the same kind of 373 elasticity, it is often much broader in its scope with an elasticity of a much greater 374 degree than is typical of language. 375 Due to its emotionally expressive nature and malleability, the use of music as a 376 political tool in the manipulation of the masses has been a common feature of many 377 dictatorships. On occasion this was the composer's intention, as in the case of Sergei 378 Prokofiev who was forced by Josef Stalin to revise his happier balletic version of 379 Shakespeare's Romeo and Juliet, but in other cases a composition took on a 380 different meaning long after the composer had died. For example, Smetana's The 381 Moldau, originally about Bohemia's mighty river, assumed specific importance as a 382 political motif or idea some 75 years after being written. The underlying opposition 383 between the primary originating composer's musical score and the interpretation of 384 the performer(s) mirrors the tension between the legislature and the courts in the 385 legal interpretation of rules and decisions; in that the social practice of law is not 386 identical with its written texts but requires the activity of those entrusted with its 387 performance to be fully realised. Nevertheless, Richard Wagner's nationalistic 388 operas, in particular Der Ring des Nibelungenhe (The Ring Cycle) appealed to Nazi 389 aesthetics and was used to promote chauvinistic militarism, Nazi propaganda, and Unlike language which often evokes specific objects or ideas, music is non-453 denotative, and so always subject to numerous interpretations and applications as a 454 range of meanings can be assigned to it. In each of the above-mentioned cases the 455 music, not so subtly, sought to modify the meaning of the image or at least how it 456 would be perceived. This demonstrates how a mixture of gestures, costumes, camera 457 movement, and especially the foregrounding of a particular-seemingly incongru-458 ous-soundtrack, all elucidate the codes we need to adopt in order to understand the 459 scene. A series of musical codes assists in translating non-musical worlds on various 460 sensory levels. These codes can either help to convey the embedded meaning of the 461 message as originally intended or used to subvert our understanding by a 462 mischievous combination of conflicting sensory information. Furthermore, as part 463 of an even more complex set of relations, the listener produces him or herself in the 464 act of listening to the music which, in turn, constitutes the music as a function of the 465 experience it instigates in the listener. 466 Fundamentally, the activity of composing, performing, playing and listening to 467 music generates people as a web of identities because all 'music, any organization 468 of sounds, is a tool for the creation or consolidation of a community, of a totality. It 469 is what links a power centre to its subjects' [4, p. 6]. Part of a 1785 Friedrich 470 Schiller poem idealising a united and harmonious human race, 'Ode to Joy' (An die 471 Freude), was incorporated into the fourth movement of Beethoven's Symphony No. 472 9 and adopted in 1985 as the official EU anthem. This is not only because the words 473 imply a European 'brotherhood' (due to translation issues, the anthem is only 474 instrumental-although the lyrics are often sung by choirs on official occasions), but 475 because the unique form and structure of Beethoven's classical score appeal to a 476 type of specifically European aural sensibilities. German Chancellor, Angela 477 Merkel, arranged for the symphony to be performed at Hamburg's Elbphilharmonie 478 concert hall as entertainment for world leaders attending the 12th G20 Summit. It 479 was also chosen by newly-elected French President Emmanuel Macron as the 480 opening music to his victory speech delivered on the steps of the Louvre museum in 486 Speaking volumes, this significant departure from the patriotic tradition indicated a 487 show of solidarity with and commitment to the faltering European project. It was an 488 immense symbolic gesture which, in the prevailing climate of growing Euroscep-489 ticism, received a predictably mixed response from the gathered crowd. 490 While political and legal institutions comprise our most influential social 491 constructs, the increasing diversity and multiple motivations of modern citizens 492 mean more attention is given to what specific factors are able to unify and, more 493 importantly, mobilise people into political engagement. Music, as a cultural product 494 and symbolic form, is an integral part of social life and persuading the citizenry in 495 relation to the veracity of particular political myths, ideologies and a specific plan of 496 action depends on the ability to engender common feelings and attitudes. On 24 497 June 2017 the leader of the UK Labour Party, Jeremy Corbyn, was invited to 498 address crowds of music lovers on the main platform of Britain's biggest music 499 festival; while well-known personalities Brad Pitt, David Beckham and Johnny 500 Depp watched from the wings. From Glastonbury's legendary Pyramid Stage, he 501 spoke about world peace, the need to unify people by 'building bridges, not walls', 502 eliminating poverty, fighting for fair wages and well-funded social services, the 503 promotion of healthcare as a human right, sexism, racism, homophobia, education 504 and the environment. He also criticised social injustice and inequality, particularly 505 the ever-increasing wealth disparity between the rich and poor. Corbyn's speech to 506 an adoring crowd of music festival aficionados ended with a quote from one of his 507 favourite poems, The Mask of Anarchy, written by Percy Bysshe Shelley in 1819, 508 'Rise like Lions after slumber. In unvanquishable number. Shake your chains to 509 earth like dew. Which in sleep had fallen on you-Ye are many, they are few'. 510
Rapturous applause and impromptu six syllabic chants of his name, 'Oh, Jer-e-511 my Cor-byn', set to the opening riff of the 2003 'White Stripes' catchy hit Seven 512 Nation Army, were sung beer hall style during various performances (even 513 interrupting the headlining act, 'Radiohead'), and throughout the 5 days since the 514 gates of 'Worthy Farm' were opened to the public. People identified with the leader 515 of the UK's opposition party as a fellow outsider just as Glastonbury, although 516 increasingly commercialised, has long been considered to be the home of maverick 517 musical traditions. In this way, the party political nature of the rhetoric (in order to 518 secure the 'youth vote' in future elections) was obscured beneath a series of humane 519 heartfelt sentiments which were instantly recognisable to, and accepted enthusias-520 tically by, the assembled crowds. For Guy Debord we live in a 'society of the 521 spectacle… which is the present model of socially dominant life', in which 522 meaning-making processes can be manipulated and even subverted through mass 523 entertainment and theatrical events [12, p. 6]. It is suggested, therefore, that the 524 overwhelming success of Corbyn's performance on this occasion was largely in its 525 being indexed to, and culturally branded with, a particular musical genre and a 526 popular social event, namely, the largest green field music festival in the world. To gain an understanding of the relationship of music to political participation 546 and identity, therefore, requires examining the context within which it is performed 547 and consumed, by and for whom, and how the powerful actors who promote a 548 particular musical repertoire seek to move those who hear it. In the recent 2016 US 549 presidential election, the Rolling Stones' 1969 counter-cultural classic You Can't 550 Always Get What You Want was a popular choice for Donald Trump's rallies and 551 became an anthem of his campaign. Despite a raft of public rebuttals and multiple 552 requests by the Rolling Stones to stop using their music, the song was played after 553 he addressed the Republican National Convention in Cleveland, Ohio, amidst the 554 falling balloons, streamers and confetti; as President-Elect Trump walked off the 555 stage after his victory speech at the Manhattan Hilton ballroom; and again at the end 556 of his inaugural speech after being named the 45th US President in January 2017. 557 While the wistful and pleading tone of the ballad evokes a sense of weary 558 compromise in the repeated 'You can't always get what you want', the chorus 559 finishes on a more triumphant note 'But if you try sometimes, you just might find-560 You get what you need'. 561
Although to date no official explanation has been given for the choice of this 562 particular song, it could be interpreted as serving a dual purpose. On the one hand it 563 may be that the words constitute a subliminal message to Republicans who did not 564 support Trump, that despite not getting the candidate they wanted, they were getting 565 the one they needed. Alternatively, it is more likely that the solemn pacing of the 566 song and repeated refrain of not being able to 'get what you want' encapsulates the 567 frustration of a large disaffected and disenfranchised section of US society. It is easy 568 to comprehend the appeal to the abandoned masses (referred to as a 'basket of 569 deplorables' by Hillary Clinton, the leader of a party that once represented them) of 570 words such as those in the second verse: Singing, ''We're gonna vent our frustration 574
If we don't we're gonna blow a 50-amp fuse'
575 As election campaigns gain momentum, campaigners looking towards engaging the 576 wider populace search for well-known classics and big hits with the widest appeal to 577 their political base. These playlists that pervade the airwaves and internet establish a 578 compelling soundscape for their campaigns. The music not only expresses and 579 reinforces the convictions of the core group members, but helps to mobilise the 580 inactive and hitherto undecided into participation and, importantly, has the potential 581 to assist in transforming supporters into voters by performing six primary functions. 582 These include, for example, song choices that: 583 1. Attempt to solicit and arouse outside support and sympathy for a social or 584 political movement; 585 2. Reinforce the value structure of individuals who are active supporters of the 586 social movement or political ideology; 587 3. Create and promote cohesion, solidarity, and high morale in an organization or 588 movement supporting its world view; 589 4. Attempt to recruit individuals for a specific social or political movement; 590 5. Invoke solutions to real or imagined social phenomena in terms of the action 591 recommended to achieve the desired goal; and 592 6. Point to some problem or discontent in society, usually in emotional terms [13, 593 pp. 2-3].
594 The aim of campaign playlists is, therefore, to persuade people to connect with a 595 specific social cause or political movement both intellectually and emotionally, and 596 promote a feeling of solidarity among members of that movement who share 597 particular tastes, interests and world views. In this way, the lyrics of You Can't 598 Always Get What You Want tapped into the resentment or ressentiment of America's 599 forgotten 'common man' struggling to survive in Rust Belt factory towns, those 600 whose interests had been disregarded by a series of self-serving elites in their 601 prioritisation of an agenda of profit above people. 
